sensational early-nineties horror stories, most notably The Great God Pan, published in John Lane's Keynotes series. Condemned by some of its contemporary critics for its decadence and perceived obscenity -the Westminster Review dubbed it 'an incoherent nightmare of sex' -the novella borrowed the fragmented narrative style of Robert Louis Stevenson's The Strange Case of Doctor Jekyll and Mister Hyde (1886) to describe the life of the beautiful but unspeakably evil Helen Vaughan. 3 Born out of coercive sexual union between a victimized street girl and the pagan deity Pan, she grows up to unleash a wave of suicidal destruction amongst London's aristocratic men. Although one of Machen's more commercially successful stories, The Great God Pan was by no means his favourite, and he bitterly resented the financial pressures that induced him to continue pumping out works in this vein, such as The Three Impostors (1895), for the rest of the decade: 'To recook that cabbage which was already boiled to death', he laments in his 1923 autobiography Things Near and Far, was 'a kind of agony'. 4 In 1897, he completed Phantasmagoria, the ambitious semi-autobiographical symbolist Künstlerroman that he hoped would launch a new phase in his literary career. The manuscript was that year offered to and rejected by Grant Richards, who, despite his admiration for the novel, cautioned against publication lest it break the established Machen horror brand. 5 Richards later relented and published the book in 1907 as The Hill of Dreams, the title it had finally acquired after an interim renaming as The Garden of Avaullanius. 6 These experiences align the fin de siècle careers of Machen and Joyce in a number of compelling ways; both were writers of Celtic origins at work on autobiographically-inspired artist novels who were ambivalent about literary commercialization and due to experience considerable setbacks in their dealings with an appreciative, if financially cautious, Grant Richards.
The fate of The Hill of Dreams anticipates the trials that would later face Dubliners, underlining an enduring tension between Richards's business instincts -in particular, his skittishness about the appeal of regional literature -and his admiration for artistic innovation. Machen's response to Richards's initial rebuff suggests that both the novel's opening rural Welsh milieu and its tone of degeneration were at issue: 'You object to the environment of the beginning'; he writes, 'but it is the environment which largely shapes the characters: it is these bacilli of the village which are largely responsible for the pathological condition of the patient'.
7 Perhaps the former of these reservations was the most decisive; after all, this same period saw Richards repeatedly pressing Machen for a sequel to the 1895 The Three Imposters despite, or perhaps because of, its arch decadence and occult diablerie; the publisher could not, in any case, have been spurred on in this enthusiasm by the work's sales figures, which were dismal. Machen attempted to publish the novel elsewhere, earning rejections, as Mark Valentine tells us, from Methuen, John Lane, and the Unicorn press before serializing it in condensed version in his friend and fellow mystic A.E. Waite's Horlick's Magazine in the second half of 1904.
8 Writing to Richards in 1905, Machen claimed that another colleague -this time the actor-producer Alfred Wareing with whom he performed in Frank Benson's theatrical company -had later tried to contract the manuscript to Constables. The deal again fell through, no doubt augmenting Machen's increasing desperation to see the work in print. 9 Despite his undoubted pleasure in its eventual publication in 1907, Machen would come to rue his financial arrangements with Richards in this and other endeavours, complaining to Colin Summerford in 1926 that he had been 'dismally cheated over The Hill of Dreams' and that he never had, nor likely ever would, 'receive a single penny for Hieroglyphics'. 11 Nonetheless, the two works do share some similarities. Both underwent at least one significant name change in their pre-publication development; 12 both were rejected, if not always permanently, by Grant Richards; both were almost destroyed by their authors before they could see print; 13 and both were initially serialized in the periodicals of supportive allies, although this placement did seemingly little to ease their ultimate publication in single-volume format. Commenting on the 1914-15 serialization by Dora Marsden and Harriet Shaw Weaver of Joyce's novel in The Egoist, Richard Ellmann writes 'The serial publication of A Portrait should have facilitated its publication in a book, but it did nothing of the sort. Grant Richards rejected it on 18 May 1915, on the grounds that it was not possible to get hold of an intelligent audience in wartime' (JJII 401). This rationale is not wholly borne out by Richards's war-time list which, although suffering from no shortage of light literature -travel books, cook books, gardening guides, and the popular Boy's Books children's series 14 Souls (1906) and The Hill of Dreams (1907), a move which suggests both his difficulty in shifting the Machen titles nearly a decade after their publication and his calculation that the two authors would likely share a similar audience (see Plate 1, page 134). 16 Machen maintained ties with Richards in the decade between The Hill of Dreams's initial rejection and deferred publication. He published with the house his critical study of the Western romance tradition, Hieroglyphics in 1902, and, four years later, The House of Souls, a new compilation of his eighteennineties gothic tales. 17 Machen was cynical about the latter enterprise, only consenting to the publication in deference to the dire financial exigencies that sadly daunted his entire post-Victorian career. 'My only object, you know, [in] complying with your desire re: these books and stories', he writes in an early 1906 letter to Richards, 'is to get a little money. Otherwise the whole lot should have stayed in oblivion so far as I am concerned'. 18 This penury may well have compelled him to take on the manuscript blurbing and reviewing work for Richards that the Vodrey collection evidences. 19 The archive contains two letters from Machen written in response to reviewing requests from Richards. In one, Machen turns a job down, saying of the unidentified manuscript, 'I am very sorry; but I cannot think of anything today about the book. I am sure you will concoct a much better paragraph than I could'. 20 In the other, he offers a brief but rapturous review of what he refers to as Joyce's 'Irish Stories'. 21 The letter containing Machen's report to Richards is undated, but seems, through its reference to a recent, vituperative review of Machen's The House of Souls in the Manchester Guardian, to have been written in mid to late July 1906. 22 This timing positions it at a particularly crucial point in Joyce's increasingly fraught negotiations with Richards. Joyce had sent the original manuscript of Dubliners, containing twelve of the collection's ultimately fifteen stories, to Richards in late November 1905; 23 on 17 February 1906, Richards wrote to accept, identifying himself and some as yet unnamed others as readers, and indicating his willingness to publish even though he doubted its profitability: 'I do not see that it has any of those selling qualities for which a publisher has naturally to look […] However, I admire it so much myself, and it has been so much admired by one or two other people who have read it, that we are willing to take the risk of its publication […]'. 24 In late April, Richards developed cold feet after his printer refused to publish the newly added 'Two Gallants'. 25 Over the next few months, he wrote to Joyce requesting new changes both to this and other stories before finally retracting his acceptance on 24 September, despite Joyce's concession to a number of revision requests. Scholes has termed the 'almost pathological carelessness and confusion' that characterized his business dealings, Richards may simply have chosen to solicit feedback randomly and in scattershot fashion from within his stable of writers. 27 Alternately, he could have been attempting, via the flattery of consultation, to keep on side a talented and impecunious writer whom he hoped might one day turn profitable; he might also have hoped to draw on the experience in adjudging and exploiting potentially scandalous material that he believed Machen had gained from publishing in John Lane's controversial Keynotes series in the eighteen-nineties. Certainly, Richards's advertisement of Machen's works inside Dubliners suggests his belief in a potential mutual sympathy between the authors, or at least, their audiences. Machen's succinct but rapturous response to Joyce's stories indicates that Richards was not wrong in this instinct.
The Welsh writer's report on Dubliners openly acknowledges the potentially actionable nature of its sexual references. Fascinatingly, the story that seemed to him most problematic in this respect was not either of the ones rejected by the printer -'Two Gallants' and 'Counterparts' -but rather the one identified by Joyce himself as the more scandalous tale, 'An Encounter'. 'The printer denounces Two Gallants and Counterparts', Joyce had written to Richards on 5 May, but '[t]he more subtle inquisitor will denounce An Encounter, the enormity of which a printer cannot see because he is, as I have said, a plain blunt man […]' (Letters II 134). The 'enormity' to which Joyce refers, is, of course, the implied act of public masturbation performed by the 'queer old josser' that the story's two schoolboy protagonists witness when they play truant from school (D 'An Encounter', 248). Machen identified the suggestion right away. In its entirety, his letter reads:
My Dearest Richards, I have read the Irish stories with very great interest. They are undoubtedly very good, and very original, and I think the author ought to be encouraged most heartily to devote himself to literary work. It is so refreshing to read work which is utterly free from the loathsome tricks and fakes of book manufacturing, of the stale literary pastry which forms the stock-in-trade of most of our writers.
It is a pity that one of the best of the tales -'An Encounter' is (I should think) just over the line of the printable. Many of the others, excellent as they are, would be better, perhaps, if there were a little more 'story' in them. But the total impression of lower-middle-class life in Dublin that one gets from the whole book is wonderful.
I hope the 'House of Souls' is doing decently. The 'Manchester Guardian' man seems cross! I shall be glad to hear what you think of the sample chapter of the possible new book which I sent in. If you decree its existence I must, I think, write first a parody of a well-known hymnEarth hath many a noble city Manchester doth all excel-I am going out of town from Monday to Saturday next. Yours, Arthur Machen 28 The new book of his own to which Machen refers here is The Secret Glory (1922), a savage indictment of the public school system cum modern Grail story which depicts the spiritually adept schoolboy Ambrose Meyrick's entrustment with, and eventually martyrdom for, the sangréal. 29 Based on a six-month period of research on the grail legend conducted at the British Museum in 1906, the work was commenced in 1907 but not published in novel form until 1922, when it appeared without the salacious material on its protagonist's sexual dalliances that Machen then chose to omit. 30 The timing here suggests that Machen may well have been read Dubliners while immersed in the mythological research for his new fantastical story about the mystical regeneration of the world through the recovery of a lost magical object. Despite the disparities between their respective projects in this period, Machen was nonetheless able to recognize the brilliance of Joyce's symbolic-realist meditations on the lives and psychological sufferings of Dublin's petit bourgeois.
Perhaps this appreciation was no contradiction. Despite his frequent blasts against literary realism, Machen was himself fascinated by mundane experience and its potential to evoke moments of spiritual ecstasy. 31 The latter function forms the basis of the novella that is undoubtedly his masterpiece, 'A Fragment of Life'. Started in 1899, serialized in Horlick's Magazine in 1904, and then revised for inclusion in The House of Souls, it tells the story of Edward Darnell, a clerk living in Shepherd's Bush who, in between shopping for stoves with his wife and negotiating servant problems, experiences epiphanic visions of an ancient, pagan landscape that lies beyond the bricks and mortar of modern London. The narrative closes with a fragment from the manuscript account by Darnell of his erotic, mystical union with this fantastical Ur-space:
So I awoke from a dream of a London suburb, of daily labour, of weary, useless little things; and as my eyes were opened I saw that I was in an ancient wood, where a clear well rose from grey film and vapour beneath a misty, glimmering heat. And a form came towards me from the hidden places of the wood, and my love and I were united by the well. 32 Machen's fictional epiphanies, as Nick Freeman has argued, are less secular and transitory than their counterparts in the canonical modernist works of Joyce, Mansfield, and Woolf. Nonetheless, they share the latter's faith in the ability of everyday urban experience not only to accommodate but also to catalyze sudden moments of intense emotional, aesthetic, and even spiritual revelation. 33 Machen had already completed The House of Souls's version of 'A Fragment of Life' by the time he read Dubliners and thus could not have been directly influenced by it in his revisions. His affirmative response to the text, however, may have been inspired by a recognition of the unnamed boy protagonist in 'Araby' or of James Duffy in 'A Painful Case' as more tragic and less mystically elect versions of his own Darnell.
Machen's enthusiasm for the early Dubliners stories can help us rethink his own frequently asserted anti-modernism. Throughout the latter half of his increasingly fraught and obscure literary career, the writer was routinely curmudgeonly in his assessment of the modernist avant garde, complaining, for example, in his 1924 essay collection Dog and Duck about Cubism, Vorticism, Post-Impressionism; verse that doesn't scan and doesn't rhyme.
[N]ovels that make one think of a stupid postmortem or a dull dissection: this is what we have in place of Tennyson, Swinburne, Rossetti, Dickens, Thackeray, the PreRaphaelities, and the great illustrators of that despised age, the wood-engravers whose work has become to us miraculous. 34 Similarly, in a letter to his correspondent Munson Havers from the same year, he remarks, 'As to modern writers of fiction; I know very little about them. When I do read a modern novel, I often make two reflections. Firstly, "How very clever"; secondly, "And yet this can never last" '. 35 Nostalgic literary conservative as he may position himself to be in these statements, Machen would have known in making them that he had been an early supporter of one of the most important careers in literary modernism, even if his advice, much like Joyce's writing itself, was largely rejected by the publishing industry for the remainder of the Edwardian period.
Admittedly, it seems unlikely that Machen would have been as encouraging and positive about Ulysses when it appeared in 1922 as he was for the more narratively conventional 1906 Dubliners. Nonetheless, both Joyce texts share what was for Machen the considerable virtue of rejecting the didactic, empirical tendencies of the earnest late Victorian social novels that he had lambasted in Hieroglyphics and elsewhere.
Machen's response to Dubliners constitutes a previously unknown and highly suggestive episode in the publishing history of the short story collection that could and should elicit investigation into further affinities and identifications between these two writers in the early years of the twentieth century. Machen and Joyce, after all, shared far more than just a publisher in this period. Both writers were independently pioneering an epiphanic narrative style rooted in the short story form; both too would see their early careers shaped, and even stalled, by accusations of immorality as they tried to move beyond the constrictions of the surrounding literary marketplace in their as yet inexplicit but nonetheless potent allusions to the deviations and perversities of sexual life. 36 Above all, Machen and Joyce were linked by a mutual commitment to probing the intensity of the unseen worlds that lay beneath the surfaces of social convention and rational thought, one that marks them as allies despite their radically different conceptions of the nature of these spaces, literary technique, and positions within Europe's Anglophone literary sphere. The Great God Pan, Machen had also caused a stir with his 1890 short story 'A Double Return', in which a man returns home from a painting trip in Cornwall to discover that his wife has the night before been visited by, and presumably slept with, a lookalike rival whom she took for him. The St James Gazette, original publisher of the tale, dropped Machen from their contributor list following the furore. 37. The author wishes to thank the Friends of the Princeton University Library for the generous award of a 2016 University Library Fellowship that allowed her to conduct research for this article.
